GALLERY GUIDE

Through a new partnership with Art Bridges, the Michener Art Museum is advancing the
history of American art by mounting Edward Steichen’s rarely seen suite of seven largescale murals, In Exaltation of Flowers (1910-1914), alongside the permanent installation of a
keystone in the Museum collection—Daniel Garber’s A Wooded Watershed (1926).
This special installation builds on new scholarship that has emerged from the Michener
in recent years through cross-institutional relationships designed to widen the lens and
perspectives of artists working in the Delaware Valley by placing them in context with
key innovators from around the country. Creating an immersive mural installation with
compelling contrasts, the Michener aims to provide visitors with a unique cultural learning
opportunity that sheds new light on two major, rare, large-scale works by distinct, significant
American artists.
In this exhibition one can see how artists engaged with their environment to present their
own viewpoints – Garber’s idealized depiction of the Delaware River with its native plantings
and geography, juxtaposed with Steichen’s symbolic painting utilizing nature and flowers
that he cultivated as the basis and inspiration for its composition. The vision of each of
these artists was unique; yet both are grounded in the American art tradition of using
natural elements as inspirations in their work.
An accompanying school-based initiative and standardized curriculum, The River Flows
Through Art: A Catalyst for Change, will engage 300 youth in mural-making projects and
Museum field trips that encapsulate the theme of nature throughout the exhibition.
Adrienne Neszmelyi-Romano
Director of Interpretation and Innovation

Share your experience with us on Twitter and Instagram
@MichenerArt using the hashtag #EdwardSteichen.

The installation of Edward Steichen, In Exaltation of
Flowers, and its accompanying gallery guide is made
possible through Art Bridges, Inc.

About the Artwork:

IN EXALTATION OF FLOWERS, 1910-1914
The seven canvases in this gallery were created between 1910 and 1914 as a mural series
to decorate the foyer of a townhouse on Park Avenue in New York City. The owners, Mr.
and Mrs. Eugene Meyer, Jr., commissioned the work to be more than decorative but also
biographical. The panels feature the Meyers’ family and their close associates. Steichen
himself was a member of this collective, and thus had an intimate understanding of the
temperaments and interests of the group.
In each panel, Steichen placed alongside each sitter botanical specimens that aligned
with their dominant personality traits. Steichen drew particular inspiration for these floral
personifications from the book The Intelligence of Flowers (1907) by Symbolist poet and
playwright Maurice Maeterlinck.
This was an extension of the practice among the group of using floral names to address
one another in correspondence and in humorous and creative ways. The layered meanings
embedded in the mural were not readily apparent to those outside the Meyers’ social circle.

About The Artist:

EDWARD STEICHEN
Edward (“Eduard”) J. Steichen (1879–1973), a photographer and painter, was born in
Luxembourg in 1879. After immigrating to America in 1881, his family settled in Milwaukee,
where Steichen studied art and, in 1898, helped establish the Milwaukee Art Students
League. Shortly after his first solo exhibition there, he was introduced to the photographer
and New York gallerist Alfred Stieglitz (1864–1946). They forged a close friendship and
collaborative working relationship that spurred the development of the Photo Secession, a
group dedicated to the promotion of photography as an art medium. They also organized
exhibitions at Stieglitz’s 291 gallery and edited the periodical Camera Work. At 291, Steichen
met and became good friends with the so-called “Three Graces” of the gallery—Agnes Ernst
(later Meyer) and the artists Katharine Rhoades and Marion Beckett, all of whom appear in In
Exaltation of Flowers.
A few years after completing the murals, Steichen enlisted and served as an aerial
photographer during World War I. Shortly after the war, he changed his first name to
“Edward” and ceased painting entirely (destroying all paintings that remained in his
possession) and focused solely on photography. In 1923, he took a job as chief photographer
for Condé Nast Publications. Following Steichen’s service as the director of the Naval Aviation
Photographic Unit during World War II, his war documentary, The Fighting Lady, won the
1944 Academy Award for best documentary feature. He led The Museum of Modern Art’s
Department of Photography in New York City from 1947 to 1962, and in 1963 he was awarded
the Presidential Medal of Freedom by President Lyndon B. Johnson.

THE PATRONS
Agnes Elizabeth Ernst (1887–1970) and Eugene Meyer, Jr. (1875–1959) married in 1910.
Agnes grew up in a middle-class family of first-generation German Lutheran immigrants in
New York City. She attended Barnard College against her parents’ wishes and supported
herself by tutoring and working as a reporter for the New York Sun. She frequented New
York galleries and became acquainted with avant-garde artistic circles. At one such gallery,
she met Meyer, who came from a California family and graduated from Yale University in
1895, after which he worked in banking and for the New York Stock Exchange. Moving to
Washington, D.C., in 1917, he held several governmental positions before being named as
chairman of the Federal Reserve Board (1930–33). He purchased the Washington Post at
a bankruptcy sale in 1933, and brought it to profitability by 1950. After a frustrating and
relentless pursuit, Eugene convinced Agnes to marry him. During their honeymoon, they
visited Steichen at his home in Voulangis, France, which is probably when the idea to
commission a mural series for their new townhouse was conceived. Agnes continued her
engagement with the arts throughout her life, becoming a published authority on Chinese
art. Her philanthropy supported several causes, and she influenced national policy in
education and civil rights, as well as social welfare programs.

The Mural:

IN EXALTATION OF FLOWERS
Steichen’s initial preparation included creating a threedimensional model of the foyer at one-third scale,
to help him visualize the setting and determine the
configuration and flow of the design across the panels.
He then laid out the compositions at a reduced scale
to determine the final design before creating the works
shown here. The canvases measure 120 inches in height. Two are 96 inches in width and the
remaining five are 55 inches. Each bears on its reverse a stamp from a French art supplier,
which supports reports that Steichen executed the commission almost entirely in France.
Temporary financial reverses compelled the Meyers to sell their townhouse in 1914,
before the murals could be installed. Since neither a floor plan of the foyer nor Steichen’s
architectural model exist today, it is impossible to be certain of their intended placement in
that space. However, the entire series was exhibited once during Steichen’s lifetime, in 1915
at Knoedler Gallery in New York City. After over a century, these works were conserved and
exhibited for the first time at Dallas Museum of Art from September 5, 2017 through May 28,
2018. To learn more about the conservation of the panels,
visit: blog.dma.org/tag/edward-steichen.
The compositions of the canvases combine the aesthetics of Symbolism and Art Nouveau,
while slightly anticipating the Art Deco style. The costumes and poses are reminiscent of
Steichen’s own fashion photography from 1911 for the Paris couturier Paul Poiret (1879–
1944). Steichen’s staging of the larger than life-size figures at varying heights, in addition to
the visual contrasts between the reflective gold leaf and matte-tempera painted surfaces,
leads the viewer’s eyes in a rhythmic dance across the whole of the decorative scheme.
Edward Steichen (1879-1973), (far left) Rose-Geranium, 1910, tempera and gilding on canvas, 120 x 55 in.; (middle) Petunia-Caladium-Budleya, 1910-1914, tempera and
gilding on cavnas, 120 x 96 in.; (right) Golden-Banded Lily-Violets, 1910-1914, tempera and gilding on canvas, 120 x 55 in.

Looking Closer

IN EXALTATION OF FLOWERS
Each panel in the series In Exaltation of Flowers has unique elements and symbolic details in
its composition. As you look at each panel, see what similarities and differences you can find
between them.

GLOXINIA-DELPHINIUM
SITTER
Isadora Duncan (1877–1927)
FLOWERS - FLORAL CHARACTERISTICS
Gloxinia - Proud spirit
Delphinium - Lightheartedness and capriciousness
This graceful kneeling figure is most likely the
acclaimed expressive dancer Isadora Duncan, who
famously danced nude in the garden at Steichen’s
house, Villa L’Oiseau Bleu, in Voulangis, France.
She holds gloxinias in her left hand while looking
up toward long stalks of delphiniums, Steichen’s
favorite flower. Consequently, it is possible that the
pairing of dancer and delphiniums could indicate
an artistic kinship between Duncan and Steichen.
Steichen first saw Duncan dance in 1909 and
then depicted her in a painting, Moonlight Dance,
Voulangis, that same year.
Isadora Duncan (1877-1927) was known as the
“founder of Modern Dance” and advocated
for dance as a “high” art—a rediscovery of the
classical principles of beauty, motion and form.
Her philosophy and her style of dance gave her
international recognition, impacting fashion and
culture of the time. Her free-spirited style of dance,
characterized by simple, natural movements in
free flowing clothing, loose hair and bare feet, was
inspired by the ancient Greeks, to which the band of
cloth around the figure’s head may refer.
In his “Magical Garden” at Voulangis, Steichen expertly cultivated several hybrid species
of delphiniums and was awarded a gold medal by the French Horticultural Society in 1913.
He continued to cultivate the flower for many years—even having an exhibition of his
delphiniums at The Museum of Modern Art in 1936.
Edward Steichen, (1879-1973), Gloxinia-Delphinium, 1910–1914, tempera and gilding on canvas, 120 x 55 in.

CLIVIA-FUCHSIA-HILIUM-HENRYI
SITTERS
Upper right: Agnes Ernst Meyer (1887–1970)
Lower left: Mercedes de Cordoba Carles (n.d.)
FLOWERS - FLORAL CHARACTERISTICS
Clivia - Good fortune
Fuchsia - Tastefulness
Lilium-Henryi - Majesty and power
The magisterial pose of the standing figure
in the background, whose arm extends and
grasps a tree branch while her other hand
raises a bouquet of fuchsia, is based on a
photograph of Katharine Rhoades taken by
Steichen. However, the dark orb haloed in soft
yellow suspended behind the woman’s arm
indicates that the subject is Agnes Meyer. In
1913, Meyer was weary and depressed during a
second pregnancy. She wrote to Alfred Stieglitz
that she was now his “Eclipsed Sungirl” –a play on “Sun Girl” as she’d been called when a
reporter for the New York Sun. The eclipsed sun signifies Meyer in the same way deities can
be identified through the symbols and accessories that accompany their depictions.
The figure in the foreground, whose face is concealed behind her arm, is likely Mercedes
de Cordoba, the wife of the artist Arthur Carles (1882–1952). De Cordoba, dark-haired, tall,
and slender, performed in New York as a mezzo-soprano and as a dancer. In late 1913, she
discovered she was pregnant, which pairs with the prominent abdomen of the figure.
Additionally, in a letter to her husband in April 1914, de Cordoba wrote that she believed she
was to be featured in one of Steichen’s panels. Within floral lexicons of the day, the clivia
suggested good fortune, while fuchsia was symbolic of good taste due to its beauty and
gracefulness. Lilium [sic: Hilium] symbolized majesty, power, and modesty—aspects that
align with the posture of both figures depicted in this scene.

Edward Steichen, (1879-1973), Clivia-Fuchsia Hilium Henryi, 1910–1914, tempera and gilding on canvas, 120 x 96 in.

COLEUS - THE FLORENCE MEYER POPPY
SITTER
Florence Meyer (1911–1962)
FLOWERS - FLORAL CHARACTERISTICS
Poppy - Fruitfulness and wealth
The child portrayed in this mural is Florence Meyer,
the first child of Eugene and Agnes Meyer, born
in 1911. Steichen captured the infant’s appearance
remarkably well, in particular the key identifying
feature of her widow’s peak. Poppies were another
flower favored by Steichen and grown in his garden
in France. He cultivated new species, and it is
conjectured that he hybridized a special poppy for
the little girl. The flower, which is many-seeded,
often refers to fruitfulness and wealth. While it is
commonly associated with the “sleep of death”
when depicted in the presence of a child, it can
also refer to calmness and sleep. Fittingly, Florence
grew up to become a portrait photographer of
great repute. Initially, she was a protégé of Man Ray
(born Emmanuel Radnitzky; 1890-1976), an artist
known for his Surrealist photography. She captured
the likenesses of celebrated actors, artists, authors,
and musicians, as well as those of other prominent
photographers, including Steichen.

Edward Steichen, (1879-1973), Coleus-The Florence Meyer Poppy, 1910–1914, tempera and gilding on canvas, 120 x 55 in.

PETUNIA-BEGONIA - THE FREER BRONZE
SITTER
Charles Lang Freer (1854–1919)
FLOWERS - FLORAL CHARACTERISTICS
Petunia (general) - Soothing and calming
White Petunia - Truth and dignity
Begonia - Dreamy, innocent nature
In contrast to the other six panels of the series, this
canvas is a symbolic portrait in which a bronze ritual
wine container from the Zhou dynasty represents
Charles Lang Freer, the Detroit industrialist. Freer
acquired the vase in 1913, the same year in which
he befriended Agnes Meyer, who shared his interest
in Chinese art. As the meeting between Freer and
Meyer occurred toward the latter part of Steichen’s
work on the mural project, it is undeniable that
this panel was a late addition to the series. Was
the mural commission originally intended to be
six panels only, but increased to seven after Freer
and Meyer’s first encounter? Or, might this panel
have replaced another? Freer was a man of refined
tastes who preferred a quiet, contemplative life
centered on the acquisition and study of Asian art.
These personal characteristics were well aligned
with the petunia, a floral representation of calmness.
The Meyers’ friendship with Freer, though quickly
formed, was strong and deep. Agnes dedicated
a room of the Meyers’ home in Mount Kisco, New
York, to Freer, in which they housed their Asian
art collection and used it as a study room in his
memory. Additionally, after Freer’s death in 1919, the Meyers oversaw the completion of the
Freer Gallery of Art on the National Mall in Washington, D.C.—a museum commissioned by
Freer to house his superb collection.

Edward Steichen, (1879-1973), Petunia-Begonia-The Freer Bronze, 1913, tempera and gilding on canvas, 120 x 55 in.

ROSE - GERANIUM
SITTER
Katharine Rhoades (1885–1965)
FLOWERS - FLORAL CHARACTERISTICS
Rose - Love and beauty
Geranium - Preference; gentility and true friendship
This panel depicts Katharine Rhoades, the New
York–born painter, photographer, and one-time
love interest of Alfred Stieglitz, with her flower
counterpart, geraniums. For Steichen and their
friends, her flamboyant personality and love of vivid
color associated her with the flower. With Arthur
Carles she formed the “Geranium Club,” and in
their correspondence Rhoades addressed Carles as
“Monsieur Geranium” or “Mr. Geranium-Man,” while
signing herself as “Geraniumette” or “Geranimate.”
These notes between them were their “geraniumgrams.” In 1914, Mercedes de Cordoba threw Steichen
a surprise birthday party in New York and, as part of
the decorations, re-created in miniature his garden
in Voulangis, France. Rhoades, a regular in the New
York bohemian social scene, came to the party
dressed as a geranium. One of the “Three Graces,”
Rhoades became Charles Lang Freer’s personal
assistant and, following his death, aided the Meyers
with the completion of the Freer Gallery of Art.

Edward Steichen, (1879-1973), Rose-Geranium, 1910, tempera and gilding on canvas, 120 x 55 in.

PETUNIA-CALADIUM-BUDLEYA
SITTERS
Center: Marion Beckett (1886–1949)
Upper left: Unknown
FLOWERS - FLORAL CHARACTERISTICS
Petunia - Desiring the presence of another
Caladium - Joy and delight
Budleya [Butterfly Bush] - Quiet;
transformation and rebirth
Iris - Wisdom, courage, faith, hope, and 		
admiration
The foreground figure represented in this panel
is the painter Marion Beckett, who specialized
in portraiture and still lifes. Known as “Petunia
Beckett,” she was shier and quieter than the
more boisterous Katharine Rhoades and was
considered the most elusive of the “Three
Graces” (a term coined by Charles Lang Freer
in reference to Beckett, Agnes Meyer, and
Katharine Rhoades). True to her shy nature, she avoided being photographed, even by
her famous camera wielding friends, Steichen and Alfred Stieglitz. Going against her timid
nature, here Steichen places Beckett center stage as the main figure in one of the two
largest panels of the series. She stands in profile, wearing a golden diadem on her head—
every bit a goddess—holding and contemplating a blue iris, a flower associated with Iris, the
Greek goddess of the rainbow, who was seen as a link between heaven and earth.
Steichen and Beckett were extremely close, and it was alleged that they had an amorous
affair. Even though each strongly denied having a romantic relationship, in 1919, Steichen’s
wife, Clara, took Beckett to court demanding $200,000 for “alienation of affections,” but,
due to lack of evidence, the case was dismissed. Regardless, Steichen clearly expresses
his profound admiration of Beckett by surrounding her with three species of flowers that
represent estimable character traits. The identity of the ghostly figure standing on the
golden wall behind Beckett remains unidentified. Her veiled body could simply be a generic
female form used as a compositional element; however, it has been proposed that the figure
might represent Clara Steichen, who became increasingly paranoid about her husband’s
marital devotion following their nuptials in 1903. Even though several friends in the Meyers’
social orbit tried to reason with her, Clara clung to her delusions. Cold and suspicious, she
first accused Steichen of having an affair with Beckett in 1914—the same year this panel was
completed.

Edward Steichen, (1879-1973), Petunia-Caladium-Budleya, 1910–1914, tempera and gilding on canvas, 120 x 96 in.

GOLDEN BANDED LILY-VIOLETS
SITTER
Agnes Ernst Meyer (1887–1970)
or Clara Steichen
FLOWERS - FLORAL CHARACTERISTICS
Golden Banded Lily - Majesty, power, purity
Violets - Modesty
There are two possibilities for the identity of the
figure depicted in this panel: Agnes Ernst Meyer,
the patron; or Clara Steichen, the artist’s wife.
Meyer, Katharine Rhoades, and Marion Beckett were
referred to as the “Three Graces” of the Stieglitz
circle. They were the group’s muses, though they
were artists and knowledgeable about art in their
own right. If Meyer is the figure in this right panel,
it brings the three women together in a triptych
(group of three). Although this would make her the
only individual to appear twice within the mural
cycle, the floral symbolism aligns with Meyer’s
personality and provides another piece of evidence
in favor of this identification. The only other female
who might be identified with this figure is someone
who was constantly at the Steichen home in
Voulangis, France during the years he worked on
this mural – his wife, Clara.
If the veiled figure in the center panel (to the left) is
a generic figure and not Clara, the columnar figure
in this panel offers the only opportunity for Clara’s
inclusion in the mural series.
For Steichen to have excluded her would have been uncommonly insensitive. Comparison of
her facial features in an early photograph by Steichen with those of the figure in this mural
makes her inclusion a strong possibility. If it is she, an interesting tension is introduced to
the grouping since Beckett is clearly the triptych’s central focus. The figure, erect and solid,
resembles a caryatid, a stone column carved in the form of a woman that is often employed
in Classical Greek architecture. The golden banded lily that rises alongside the figure stands
equally proud and unbending, traits shared with Clara’s unyielding character.

Edward Steichen, (1879-1973), Golden Banded Lily-Violets, 1910–1914, tempera and gilding on canvas, 120 x 55 in. Information on Edward Steichen and the work, In
Exaltation of Flowers, courtesy of the Dallas Museum of Art, 2017.

Looking Closer

A WOODED WATERSHED
Just like Edward Steichen, Daniel
Garber has included various
elements and symbolic details in
the composition of A Wooded
Watershed. Take some time
to compare his work with In
Exaltation of Flowers and see
what similarities and differences
you can find between them.
As you spend time with this work, be sure to take a look at this painting from far away, as
well as up close. Look at its details and examine the trees in the foreground–notice how
Garber used individual strokes of paint in various colors to create them. Also, think about
how this landscape might look today. How would it be different?
See if you can find other works by Daniel Garber in the other galleries in the Museum. Look
for the orange and pink colors as your clue.

About the Artwork:

A WOODED WATERSHED, 1926
This painting is the largest in the Museum’s
collection, measuring about 11 feet tall and 22
feet wide. Garber completed this mural in only six
weeks in his studio at Cuttalossa. It is an example
of Garber’s skillfully executed idyllic Pennsylvania
landscapes, but also a unique and major
departure from his regular body of work. The
only mural painted by Garber, there is no known
documentation of it in the artist’s record books.
Garber was commissioned in April of 1926 to create
this work for the Sesquicentennial International
Exposition in Philadelphia, Pennsylvania to celebrate
the 150th anniversary of the signing the Declaration
of Independence. Garber was paid $3,000 along
with reimbursement for his materials, which he told
his wife was a “financial godsend”. Garber was able
to take time to do other work, including his etchings,
while he worked on the mural, noting, “Tomorrow, I
hope, my thoughts will be only on and in Forestry.” He
began his work on April 3 and it was completed and
rolled up in his studio ready for transport by June 1.
Daniel Garber, A Wooded Watershed, 1926, oil on canvas, H. 129.25 x W. 257.25 inches, James A. Michener Art Museum. Acquired with a Legislative Initiative Grant awarded
by Senator H. Craig Lewis; Daniel Garber painting A Wooded Watershed from an unknown newspaper clipping, n.d., Courtesy of the James A. Michener Art Museum
Archives; A Wooded Watershed installed at the 1926 Sesquicentennial Exposition, Courtesy of the James A. Michener Art Museum Archives.

The work was displayed in the “National Resources”
exhibition in the Pennsylvania Building. Garber also
had paintings and etchings represented in the Fine
Arts Building as well.
By this time, Garber had achieved remarkable
success as an artist and teacher, but had no mural
painting experience. To accomplish this large
commission, he sought out additional training,
including an apprenticeship with Will H. Low, a wellknown American muralist. Garber also drew upon
his travels in Europe from 1905 to 1907 during which
he had seen the great murals of England, Italy, and
France, including those by Puvis de Chavannes. Like
de Chavannes, Garber emphasized surface pattern,
treated space in terms of a few simple zones, and
employed soft pastel colors – not only in this mural,
but also in his easel paintings.
To learn more about the Sesquicentennial, visit the
Michener’s Mobile Guide at
www.michenerartmuseum.oncell.com.

About the Artist:

DANIEL GARBER (1880-1958)
Daniel Garber was known as one of Bucks
County’s most important landscape painters.
Born of Old German Baptist farming stock in
Indiana, Garber moved east as a teenager to
pursue his dream career as an artist.
After studying at the Pennsylvania Academy
of the Fine Arts (PAFA) and in Europe in the
early 1900s, Garber settled down to painting
in his Lumberville home, “Cuttalossa,” with his
wife Mary (May) Franklin in 1907. This home
was to be a vital part of the burgeoning New Hope Arts community in the next few years. In
1916, Garber helped found the New Hope Group, a colony of artists that showed and worked
together from 1916 to 1926.
Garber was best known for his paintings of Bucks County’s forests, the Delaware River and the
region’s quarries. He was known to often travel around in his truck to find the perfect spot to
paint outdoors, a practice common to many of the Pennsylvania Impressionists in this region.
To a greater extent than many of his New Hope colleagues, Garber also achieved recognition
The Pennsylvania Building at the Sesquicentennial Exposition, 1926, Courtesy of the James A. Michener Art Museum Archives; Arthur Meltzer (artist) (1893-1989) and Howard
McAllister (stage scenery), Penn’s Woods: Pennsylvania’s Original Forest; Devastation as a Result of Lumbering and Forest Fires; Reconstruction, 1926, H. 30 x W. 90 feet,
Courtesy of the James A. Michener Art Museum Archives; Daniel Garber at his Easel, n.d., Photo Courtesy of the Garber Family.

as a figure painter. While primarily a painter, Garber was also a proficient draftsman and
printmaker. His distinctive style—the close, almost tapestry-like brushstrokes and restrained
use of color—set him apart from his contemporaries. This, along with his prestigious teaching
career, earned him a position as one of the most influential artists of the New Hope Art colony.
Garber’s style combines realism and fantasy, precise draftsmanship and decorative technique,
emblazoning all in vibrant, shimmering colors.
A dedicated teacher, Garber taught at the Philadelphia Design School for Women (now Moore
College of Art and Design) from 1904 until 1909. Garber then took a position as an assistant
to his mentor, Thomas Anschutz. He remained at PAFA as a leading instructor for over forty
years, during which he influenced many younger generations of painters.

THE IMAGERY OF A WOODED WATERSHED
Daniel Garber’s mural depicts a
dark stand of trees with a view of
the Delaware River. The mural’s title
emphasizes the two key elements of
this landscape: the woods of American
sycamore trees and the waters of the
Delaware River. Garber’s work imagined
Pennsylvania in its primeval state;
before industry, before agriculture, and
before human intrusion altogether.
The configuration of the riverbank as
seen through the trees suggests the Delaware Water Gap. The Delaware is a significant river
that forms the eastern border of Pennsylvania and has its source in New York State. The
river flows through Bucks County, Pennsylvania, and is the subject of many Pennsylvania
impressionist paintings. In the early 19th century, both Edward Hicks in his Peaceable
Kingdoms and Asher B. Durand in his Delaware Water Gap painted the Water Gap before
Garber, and similarly. The distinctive outcroppings, depicted by Durand, Hicks, and Garber,
point to a spot north of the sharp bend in the river, just above the Water Gap.
By the 1920’s, the railroad had made the
Delaware Water Gap a popular vacation
spot for Philadelphians and New Yorkers.
Travel brochures, like one handed out at the
Sesquicentennial, promoted this “natural
wonder” of Pennsylvania. As a retreat from the
pressures of city life, the Delaware Water Gap
stood for the rural over the urban. In A Wooded
Watershed, Garber portrayed an idealized
image of rural Pennsylvania—of Pennsylvania as
a paradise.

Daniel Garber, (Detail) A Wooded Watershed, 1926, oil on canvas, H. 129.25 x W. 257.25 inches, James A. Michener Art Museum. Acquired with a Legislative Initiative Grant
awarded by Senator H. Craig Lewis; Delaware Water Gap, Asher Brown Durand (American, Jefferson, New Jersey 1796–1886 Maplewood, New Jersey), Printer: Illman &
Pilbrow (New York, NY), 1830, Steel engraving, 9 1/16 x 8 1/16 in. (23 x 20.5 cm), The Metropolitan Museum of Art, Bequest of Charles Allen Munn, 1924, 24.90.1255

THE PENNSYLVANIA LANDSCAPE
This mural was created to celebrate the natural
resources of Pennsylvania. At the time it was conceived,
forestry was the number one industry in the state.
The cliffs and mountains in this painting give an
indication of the setting this landscape portrays, known
as the Ridge and Valley Region. Located in this region, the
Delaware Water Gap is where the Delaware River splits
through a large ridge in the Appalachian Mountains. Garber
included Pennsylvania’s state flower and state animal in
this painting, the mountain laurel and the whitetail deer.
Garber was not only interested in how light interacted
with the landscape, but was interested in depicting the
elements of the season. The blooms of the mountain laurel,
which typically occur in May and June, give a clue that this
must be a late spring landscape.

THE AMERICAN SYCAMORE TREE
To assist in the creation of his mural, Garber turned to
paintings and drawings in his studio, as well as photographs
of his own work to compose the various elements of the
painting. Due to the work’s size, it had to be done in the
studio. He borrowed versions of sycamore trees from his
other paintings, such as the one with its hanging vines on the
left of this canvas, entitled Hawk’s
Nest, completed around 1917.
The American sycamore, known as a grand and majestic tree,
seems an appropriate symbol for Pennsylvania’s natural beauty.
In the 1920’s, American art became increasingly polarized
between urban and rural imagery. The American sycamore,
found near lowland streams and rivers, typifies the rural. It is very
recognizable due its size, growing 60 to 100 feet, with a large
trunk and patchy bark.
Throughout his career, Garber represented American sycamore
trees in many of his landscapes. He exhibited The Aged
Sycamore (1902) at the National Academy of Design Annual
exhibition in 1904, and this painting became an early success.
Eliminating vines as coverage in A Wooded Watershed, Garber
emphasized the characteristic mottled surface of the sycamore
created by peeling bark.
(3) Daniel Garber, (Detail) A Wooded Watershed, 1926, oil on canvas, H. 129.25 x W. 257.25 inches, James A. Michener Art Museum. Acquired with a Legislative Initiative
Grant awarded by Senator H. Craig Lewis; Daniel Garber (1880-1958), Hawk’s Nest, 1917, oil on canvas, 52 x 56 in., Cincinnati Art Museum, Ohio, USA, Mary Dexter Fund/
Bridgeman Images

AFTER THE SESQUICENTENNIAL
After the Sesquicentennial’s closing in December 1926,
the State dismantled the site, sending Garber’s A Wooded
Watershed to the State Forest School at Mont Alto (part of the
Pennsylvania Department of Forests and Waters), one of the
nation’s first forestry schools. Following Garber’s suggestion
and instructions, the painting was hung on the stage in the
Science Hall in 1927. Two years later, the campus became part
of Pennsylvania State University, and the Science Hall was
transformed into its General Studies Building. Garber’s mural
became the backdrop for the stage of the school’s auditorium
– not so much “lost” as “lost track of…” for over 60 years.

THE MURAL’S DISCOVERY
In 1992, Marjory Blubaugh, librarian at Penn State’s
Mont Alto campus, read of James A. Michener’s
“Endowment Challenge,” an initiative to help
support the expansion of the Museum’s collection.
The author pledged to match donations of works
of art by the Bucks County community with
funds to endow the Museum. Recognizing Daniel
Garber’s name among the list of artists in the
Michener’s collection, Ms. Blubaugh wrote to the
Museum’s Director & CEO Bruce Katsiff. He, with
representatives from the Board of Trustees, traveled
to Mont Alto, where they found the lunette from the Sesquicentennial dirty and damaged,
but intact. A series of discussions were had with the college president on how to fund its
acquisition, conservation and presentation to the public. Fortunately, funding to make this
all possible was received through a Legislative Initiative Grant in 1994 from the late State
Senator Craig Lewis. Penn State’s Mont Alto campus agreed to send the painting to the
Michener in return for a scholarship endowment in Daniel Garber’s name.

THE REMOVAL OF A WOODED WATERSHED
The process of removing the mural from the
auditorium was a very delicate procedure completed
in phases. As the mural was created at 22 feet long,
the first concern was whether the canvas had been
cut in any way to accommodate the smaller wall (19
feet) on which it was installed. Although Garber’s
mural was created in the shape of a half circle to fit in
with the other murals in the exposition, the work itself
was painted on a rectangular shaped canvas mounted
Penn State Mont Alto Campus, n.d., Courtesy of the James A. Michener Art Museum Archives; A Wooded Watershed at Penn State’s Mont Alto Campus, 1994, Photo by Jeff
Hurwitz, Courtesy of the James A. Michener Art Museum Archives; Removal of A Wooded Watershed from Penn State’s Mont Alto Campus, 1994, Photo by Jeff Hurwitz,
Courtesy of the James A. Michener Art Museum Archives.

on a wooden stretcher or framework. Fortunately,
the sides of the canvas were found to have been
folded back onto the stretcher and not cut.
Other considerations included the removal of
the nine inch spikes that were nailed through the
front of the painting into the wall. In addition,
the wood moulding that surrounded the edges
of the work also
had to be removed.
During the removal
process, there were
some surprising
discoveries,
including a pile
of cigarette butts
that had been
crushed and pushed
through some of the
nineteen tears found
in the canvas.
After the mural was taken off the wall, it was
placed flat on the ground, removed from its
original stretcher, and painstakingly rolled onto a
custom wood padded lathe in order to be safely
transported to a warehouse for the treatment
process.

THE CONSERVATION OF A WOODED WATERSHED
Once the canvas arrived safely to the
warehouse, the treatment process began.
This involved restretching the canvas,
repairing tears and holes, removing dents
and creases, and cleaning the years of dirt
that had accumulated on its surface. The
conservation of A Wooded Watershed
is the largest restoration project in the
Museum’s history, lasting from November
1994 to April 1995.
Since the painting’s sides had been folded
around its stretchers to accommodate the
smaller wall space, the creases that were formed on the canvas were very disfiguring, and
required much effort to flatten them. This was aided by the use of irons along with hanging
weights on the canvas.
(2) Removal of A Wooded Watershed from Penn State’s Mont Alto Campus, 1994, Courtesy of the James A. Michener Art Museum Archives; Rolling of canvas on wood
lathe during removal of A Wooded Watershed at Penn State’s Mont Alto Campus, 1994, Photo by Jeff Hurwitz, Courtesy of the James A. Michener Art Museum Archives;
Cigarettes found during removal of A Wooded Watershed at Penn State’s Mont Alto Campus, 1994, Photo by Jeff Hurwitz, Courtesy of the James A. Michener Art Museum
Archives; Conservation of A Wooded Watershed, c. 1994-1995, Courtesy of the James A. Michener Art Museum Archives.

The most time spent on the restoration process was
the cleaning of the surface grime. Since the colors
were sensitive, they were cleaned with various
combinations of mild cleaning mixtures including
water, saliva, or mineral spirits.
In the process, the conservators noticed that the
quality of Garber’s paint in certain areas of the
canvas was almost chalky in its nature, like a pastel.
These areas were “underbound”, which meant
they didn’t have much oil in it to hold the pigment
together on the surface. It was noted that he may
have spread the paint further than he normally did
because of the expense of the paint and diluted it
more with paint thinner.
After the intensive cleaning process, the conservators
painted a thin layer of varnish on the entire surface
of the painting which would stay clear for 200 years.
This layer acted as an insulating layer so that the
conservators could apply the film and patches to
repair the tears, holes and creases in the work. This
varnish also prepared the surface for inpainting
or retouching of the paint in areas where this was
needed. This inpainting was done using very small
brushes and applied only to where paint marks were
missing or where marks remained from the Mont Alto
installation.

THE INSTALLATION AND INAUGURAL EXHIBITION
After the mural’s lengthy conservation
was complete, the mural was shipped
to the Museum. To accomplish this, the
mural was packed into a special open
crate that had plastic sides and wooden
supports. If it was packed fully in a
wooden crate, it would have required a
crane. The work was large and unwieldy
– similar to moving a small cottage or
a large wall. In order to move it, the
weather had to be ideal – without wind
or rain.
Once at the Museum, it had to be brought through a large 14-foot door that had been
fortunately constructed when the Putman Smith gallery was built. After it was inside to
Removal of A Wooded Watershed at Penn State’s Mont Alto Campus. Photo by Jeff Hurwitz. Courtesy of the James A. Michener Art Museum Archives; Conservation of A
Wooded Watershed, c. 1994-1995, Courtesy of the James A. Michener Art Museum Archives; Detail of tear in canvas of A Wooded Watershed, Courtesy of the James A.
Michener Art Museum Archives; Installation of A Wooded Watershed, 1996, Courtesy of the James A. Michener Art Museum Archives.

the Museum, a temporary wall was constructed in front of the mural until it was ready to
be unveiled. The installation of the mural required the construction of a wall to display the
painted surface of the full canvas, as you it see today. The grand unveiling took place in
September of 1996 with a fanfare of trumpets and a falling curtain as a crowd of 175 people
watched. Garber’s mural became and remains the “keystone” of the Michener’s collection.
To see the story of Garber’s mural, visit the Michener on YouTube at
www.youtube.com/user/michenerartmuseum/videos.
To download additional information on this installation for students,
teachers and families, visit: www.LearnMichener.org.

138 South Pine Street
Doylestown, PA 18901
215.340.9800
MichenerArtMuseum.org
@MichenerArt
(3) Installation of A Wooded Watershed, 1996, Courtesy of the James A. Michener Art Museum Archives; Unveiling of A Wooded Watershed, 1996, Courtesy of the James
A. Michener Art Museum Archives. COVER: (left) Daniel Garber, (Detail) A Wooded Watershed, 1926, oil on canvas, H. 129.25 x W. 257.25 inches, James A. Michener Art
Museum. Acquired with a Legislative Initiative Grant awarded by Senator H. Craig Lewis; (right) Edward Steichen, (1879-1973), (Detail) Rose-Geranium, 1910, tempera and
gilding on canvas, 120 x 55 in.

